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PROGRAM NOTES 
CHINARY UNG: Khse Buon 
Chinan; Ung was b~rn at Ta~e~, Cambodia on 24 November 1942. Khse Buon (roughly translat-
ed as "Four Strings ) was originally written for solo cello .and was. commzsswned in 1980 by 
Marc Johnson, formerly of the Vermeer Quartet. The verswn for vwl~ w~s transcribed by the com-
poser's wife, Susan Lee Pounders Ung. Susan Ung wrote the following zn an article about her 
husband: 
Chinary Ung came to the United States in 1964 to study at the Manhattan School 
of Music in New York City, where he received a Bachelor's and Master 's degree in 
clarinet and conducting. He later turned his studies toward composition, became 
a student of Chou Wen-chung, and received a doctoral degree with distinction from 
Columbia University in 1974. It was 1977 when he got his first job as a composer at 
Northern Illinois University. He then later taught at Connecticut College, The 
University of Pennsylvania and Arizona State University. Dr. Ung has been Professor 
of Composition at The University of California at San Diego since 1995. Between 1974-
1979, many Cambodians were detained in work camps or were executed at the hands of 
the brutal regime of Pol Pot, with no communication to the outside world. Ung knew 
nothing about the well-being or whereabouts of his family, stopped composing and 
searched for new ways to approach his direction as an artist. In 1980, word began 
coming from the refugee camps. Many of his relatives had been executed or subjected to 
forced starvation and he gradually discovered that he had lost half of his family. The 
holocaust in Cambodia had nearly destroyed the rich culture of the Khmer people as 
many artists and intellectuals had been singled out and executed. Ung then turned his 
attention to the rescue of surviving relatives, and the rebuilding of the tradition of 
Khmer court music. This required training refugee artists adept in folk music the style 
and skills of the music which accompanies the court dance. From 1980-1985, Ung 
transcribed and learned pieces from old LP recordings and became skilled at performing 
on the Roneat Ek (high xylophone), the lead instrument in the Pinpeat ensemble. He per 
formed with surviving Cambodian musicians and dancers throughout the U.S ., 
including a performance at The White House. 
Integrating native and folk elements into traditional "art" music is a device that many 
composers have used throughout the history of Western music. The Turina Scene 
Andalouse, featured later on in this program, is an example of this. As the influence of 
Western culture spread during the course of the twentieth century, new frontiers opened 
in compositional possibilities, especially in the merging of Eastern and Western tradi-
tions. Chinary Ung speaks on this topic: 
I believe that imagination, expressivity, and emotion evoke a sense of Eastern 
romanticism in my music that parallels some of the music-making in numerous lands of 
Asia. Above all, in metaphor, if the Asian aesthetic is represented by the color yellow 
and the Western aesthetic is represented by the color blue, then my music is a mixture-
or the color green... Composing for me is truly a spiritual path. 
Khse Buon marks a watershed in Ung's compositional output. The events in his home-
land caused Ung to stop composing in 1974; Khse Buon is the only piece he ~r~te 
between 1974 and 1985. Susan Ung says of the piece: "Khse Buon was comffilss10rn~d by 
Marc Johnson, cellist of the Vermeer Quartet, and grew out of an interest in the varv--
sound characteristics of stringed instruments from Asia, including the Iranian ut, ~1 
Japanese koto, the Cambodian tro, and the Indian saranghi, as well as an interest m . 
improvisation. Khse Buon represents a landmark in Ung's career as a compos:r. In this 
piece, the composer created an open-ended form with the intention of embracmg the 
-
expression of many cultures in a singular, new musical "language." 
Steven Schick, percussionist and Professor of Music at the University of California, San 
Diego wrote the following about Khse Buon: 
In Khse Buon, distinctly Cambodian musical elements convey the architecture of the 
piece, and Asian principles in general are honored: drones and modal melodies revolve 
around single notes that are colored and ornamented by micro-tonal inflections. 
However, there is none of the contemplative exo ticism that we in the West have learned 
to associate with the sounds of Southeast Asia. Khse Buon is serrated. It is melancholy. 
It resonates with the memories of those who were lost. 
PAUL HINDEMITH: Sonata for Viola Solo, Op. 11 No. 5 
Paul Hindemith was born at Hanau, Germany on 16 November 1895 and died in Frankfurt, 
Germany on 28 December 1963. The Sonata Op. 11 No. 5 for solo viola was written in 1919 and 
remiered by the composer himself This sonata is the first of four that Hindemith wrote for 
la, the others being the Sonatas Op. 25 No. 1 (1922), Op. 31, No. 4 (1923) and 1937. 
ith also wrote three sonatas for viola and piano as well as four concertos for the instru-
ment. In addition to composing Hindemith was also an active performer on both the violin and 
viola. It is interesting to note Hindemith's choice to create a set of string sonatas (two each for 
violin, viola and cello) under a single opus. Some of his colleagues were taken aback by this some-
what archaic notion from the Classical era (for instance, as one follows Beethoven's compositions, 
opus numbers gradually are assigned to single works as opposed to sets). In 1914 Hindemith 
joined the Frankfurt Opera Orchestra as a first violinist and was eventually promoted to concert-
master in 1916. Hindemith also joined the Rebner String Quartet in 1915 as second violinist. 
Hindemith was enlisted to play in a regimental band at the end of 1917 and was stationed in 
France. After the Great War ended he returned to his post as concertmaster of the Frankfurt 
Opera Orchestra in 1918 (not even stopping to spend an evening with his mother, brother and sis-
ter). He also rejoined the Rebner Quartet but requested to play viola. Hindemith would later go 
on to form his own quartet, the Amar-Hindemith Quartet (in which he played the viola), as well 
as establish a career as a viola soloist. 
When Hindemith returned from his service in the military, times in Germany were uncer-
tain at best. Political instability rocked the nation, and the end of the Second Reich creat-
ed a power vacuum that would evep.tually pave the way for Adolf Hitler to gain power. 
The birth pangs of the intermediate Weimar Republic were painful: political unrest and 
revolution caused thousands to die in a time of supposed peace, and the reparations 
demanded of the Germans created a communal sense of shame. The art and music of the 
period reflected the angst of the times. 
The introductory statement of Ian Kemp's monograph on Hindemith contextualizes 
the state of music in Germany after the end of the war: 
After the 1918 war Germany needed a new composer. Reger had died in 1916, and 
neither Strauss nor Pfitzner were advocates of the New Music. An eager audience was 
waiting to acclaim their successor. Hindemith was fortunate in finding a platform as 
well as an audience ready for him. 
The two Op. 11 sonatas for viola are a clear exhibit of a compositional crossroads in 
Hindemith's career. Up to this point Hindemith's compositions were much more lush 
and romantic; some commentators point out that if one were to listen to these early 
works without knowing who the composer was, they would be hard-pressed to identify 
the compositions as those of Hindemith. The Op. 11 No. 4 sonata for viola and piano 
bears a definite streak of romanticism; one hears touches of Debussy and Strauss at times. 
The Op. 11 No. 5 sonata for viola solo, on the other hand, bears traces of what would 
become Hindemith's unique musical language. Kemp says, "[m]any passages in No. 5, a 
solo viola sonata, are almost atonal, the music being held together by strong semitonal 
connections no less advanced for their indebtedness to the Tristan principle of semitonal 
movement." This work is definitely influenced by Reger, whose musical style, according 
the New Grove, combined a chromatic harmonic language with Baroque and Classical 
formal procedures. Reger was definitely influenced by the works of J.S. Bach and had 
published his own sonatas for solo viola only a few years before in 1915 before his death. 
The fact that some have dubbed Hindemith the "Bach of the Twentieth Century" comes as 
no surprise after examining the Op. 11 No. 5 sonata. This piece is in four movement!' 
which are linked through motivic connections. The first, "Lively, but not hurried" i5 ~ 
sonata form and exhibits very chromatic contrapuntal writing. The second movement is 
a slow movement where the performer is directed to play "with warmth and direction". 
The third movement is a scherzo-trio; a lively scherzo exhibiting buoyant dance rhythms 
with a contrasting trio that is played a bit slower. 
The final movement, a Passacaglia, is one that definitely bears the influence of Bach. The 
New Grove defines passacaglia as follows: In 19th- and 20th-century music, a set of 
ground-bass or ostinato variations, usually of a serious character; in the earliest sources, a 
short, improvised ritomello between the strophes of a song. The term is sometimes used 
interchangeably with 'chaconne'. David Neumeyer theorizes in his article "Hindemith's 
hommages a Bach in Two Early Viola Sonatas" that the compositional procedures of the 
last movement of Op. 11 No. 5 are directly influenced by Bach's Chaconne from the 
Partita No. 2 in D minor for solo violin, BWV 1004. Hindemith clearly labels in his 
sketches that the theme comprises the first 8 measures after which a set of variations fol-
low. Neumeyer states that there are 22 (fewer in Hindemith's sketches due to a number-
ing error). Most variations are 8 measures long except for variations 17 (9 measures), 21 
(15 measures) and 22 (16 measures). In his article Neumeyer also finds that the move-
ment is in ternary form, ABA', where the first A section comprises of variations 1-11, B 
#12-16 and A' #17-22. 
Hindemith gave a speech in Hamburg on 12 September 1950 at the city's commemoration 
of the 200th anniversary of Bach's death. He entitled the speech "Johann Sebastian Bach: 
Heritage and Obligation" and it ended as follows: 
If music has the power to direct our entire existence toward nobleness, this music is 
great. If a composer has dominated his music to this point of greatness, he has 
achieved the utmost. This Bach has achieved. 
And, as most violists would say, so has Hindemith. 
JOAQUIN TURIN A: Scene Andalouse for viola, piano, and string quartet 
Joaquin Turina was born at Seville, Spain on 9 December 1882 and died in Madrid, Spain on 14 
January 1949. The Escena andaluza (Scene Andalouse) Op. 7, scored for solo viola and piano 
quintet, was written in 1911 and dedicated to Madamoiselle Lise Blinoff the violist who premiered 
the work on 21December1911 . Blinoff was accompanied by the all-female Leroux-Reboul string 
quartet and Turina himself played the piano at the premiere performance which was sponsored by 
the Societe Musicale Independante and took place at the Salle Gaveau in Paris. It is interesting to 
note that this piece received its English premiere at a concert of twentieth century Spanish works 
on 4 March 1919 with Lionel Tertis as the viola soloist; this performance took place in the large 
room of the Guildhall, Cambridge. 
The music of the late nineteenth and early twentieth century in Europe bore the influence 
of the nationalistic tides that swept the continent during those turblulent years. The 
Enlightenment secularized much of European society, and for many nationalism became 
a sort of new religion. Nationalism found its way into music through the use of native 
and folk elements by composers in their attempts to create a unique musical language 
UI]; e to their respective homelands. Exoticism was another trait found in music of this 
P'i, . Composers such as Debussy used music from Spain to evoke the sense of distant 
lanctS and foreign cultures. 
Early twentieth century Spanish music is identified with four main figures: Isaac Albeniz, 
Enrique Granados, Manuel de Falla, and Joaquin Turina. Their usage of musical elements 
from their native Spain not only served as a way to create a "Spanish" art music but also 
to reclaim Spanish musical elements from the exotic realm that composers from other 
countries had placed it in. Joaquin Turina, who moved to Paris in 1905 to study piano 
with Moritz Moszkowski and composition at the Schola Cantorum, initially was not a 
nationalist composer per se. His Op. 1 Piano Quintet, published in 1907, was a neo-
Franckian result of his studies at the Schola, especially in its use of cyclical form. Around 
this time Albeniz and Falla, who were also in Paris at the time, encouraged Turina to seek 
material in Spanish popular music. Turina followed their guidance and the Op. 7 Scene 
Andalouse was one of the first products of this new direction in compositional style. 
The piece is divided into two movements, and the first movement itself is divided into 
two sections bearing programmatic titles: Crepuscule Du Soir (At Twilight) and Serenata 
(Serenade). The second movement bears one title, A la Fenetre (At the Window). While 
Turina uses native Spanish elements, the Scene Andalouse still bears the definite imprint 
of the influence of Franck in that it exhibits cyclical elements. Debussy's influence on 
Turina can also be seen in the use of instrumental colors and timbres to evoke certain 
moods. The choice of instrument combination also calls to mind Chausson's Concerto for 
Violin, Piano and String Quartet which Turina may have encountered during his student 
days at the Schola. 
There are definitely Andalusian elements to be found in the music, especially in the intro-
ductl portion of the first movement, Cre~uscule du Soir. The opening statement of the 
sol" la evokes the mood of a flamenco singer. The gypsy melody features an augment-
ed s{; nd, an interval whose presence in Andalusian music is attributed to Arab influ-
ence due to the implantation of Arabic culture in the region for several centuries. This 
melody serves as the main component of the introductory section of the first movement 
and evokes the sense that we are being told a tale at twilight, as the title of the section 
suggests. 
The second part of the first movement, Serenata, is in ternary (ABA') form. At the outset 
of the section the solo viola presents an arpeggiated figure that is evocative of a 
strummed guitar. The use of pizzicato in the strings when the solo viola breaks out into a 
melody continues the image of a lover serenading the beloved while playing his guitar. 
The B section of the Serenata consists of a "Mouvement de Habanera". For many the 
habanera will forever be associated with Spain thanks to George Bizet's opera "Carmen". 
The habanera, also known as the Andalusian tango (which is, incidentally, a forerunner to 
Argentine tango), actually has its origins in Cuba and one of the ways the habanera 
found its way to Spain was via Andalusian sailors. Here the lover (signified by the solo 
viola) dances with his beloved (signified by the accompanying piano quintet). After the 
dance is over we once again return to a section introduced by the rising guitar-like arpeg-
gio in the solo viola. 
The second movement begins with a treatment of the thematic material found in the 
introduction of the first movement, but here the piano is accompanied by the string O"\~­
tet in setting the mood. As mentioned earlier, this movement is given the subtitle A. J} 
Fenetre; one could argue that now the beloved is at the window at dawn remembering-· 
the evening before. This introduction is followed by more material evocative of guitars. 
We are then treated to new songlike material in the solo viola accompanied by pizzicato 
in the lower strings, giving us once again the image of a lover serenading the beloved. 
The guitar figure then returns, this time with the solo viola joining in and utilizing the 
arpeggiated figure from the beginning of the Serenata, which in tum brings us to material 
from the habanera section of the first movement. We now see that cyclical processes are 
definitely at work in this piece; in this case reference to the habanera and other elements 
from the first movement gives us a sense of contemplating a distant memory. After the 
habanera we hear another treatment of material from the very beginning of the piece, and 
for the first time the solo viola participates in this music. Another statement of the song-
like material from earlier in this movement returns, and the piece ends with material 
derived from the opening of the piece, truly bringing us full circle. 
YORK BOWEN: Fantasie for Four Violas 
York Bowen was born at London, England on 22 February 1884 and died in London on 23 
November 1961. The Fantasie Quartet for Four Violas was written for Lionel Tertis after he and 
Bowen (who was also a pianist of great renown and was a frequent recital partner of Tertis) 
returned from a concert tour of Germany in late 1907. The piece received its premiere on 3 March 
1908 at a musical evening arranged by the Society of British Composers at the publisher Novello 
& Co. The performers were Tertis, Eric Coates, James Lockyer and Phyllis Mitchell . Tertis per-
formed this piece many times during his career, including a performance on 7 December 1929 fea-
turing composer and violist Rebecca Clarke playing second viola along with Dorothy Jones and 
Winifred Copperwheat. Bowen wrote many other works for Tertis, most notably the Viola 
Concerto Op. 25 (1907), two sonatas for viola and piano (Op. 18 & 22) and a Phantasy for' · 
and piano Op. 54 (1918). 1 
Music for multiple violas dates back at least to the days of Anton Wranitzky (1761-1820), 
'[ 
J 
'I 
who wrote a Cassatio for five violas among other works. One can conjecture that music 
written for viol consorts in 16th century England is a forerunner of this genre of same-
instrument chamber music; Bowen's decision to label this work as a fantasie is a clear 
allusion to the repertoire of the viol consorts. It is Lionel Tertis who was directly respon-
sible for expanding the modern repertoire of this instrument combination. Besides the 
Fantasie, other notable works Tertis commissioned include Benjamin Dale's Introduction 
and Andante Op. 5. Maurice W. Riley, in his two volume tome The History of the Viola 
talks a bit about this unique corner of the chamber music repertoire: 
Chamber music for violas, which excludes other instruments, exploits the full range and 
the various tone colors of the instrument. Ensembles of violists promote a sense of 
independence and pride beneficial to the performer's ego. Participation in a choir of 
violas results in a particular pleasure and satisfaction, together with a congenial 
association with other musicians who have mutual instruments. 
A review of the Bowen Viola Concerto in the Morning Post stated that "He [Bowen] 
appears to have a predeliction [sic] for the viola, having completed two sonatas for the 
i:·' ·~ent, also a duet for organ and viola and a quartet for four violas." Bowen did 
L. Id write well for the viola, and in an obituary written by Tertis in the Royal Academy 
of Music magazine spoke of his gratitude to Bowen for writing so much for the viola: 
York Bowen is indeed a great loss to our Alma Mater-the Royal Academy of Music-I 
have known him for over sixty years. He was a brilliant pianist and prolific composer. 
He was an example of how one should plan out one's daily life systematically, and 
conscientiously use evenJ minute of it to good purpose . ... He and the late Benjamin Dale 
were the closest friends. TheiJ were both crazy about Wagner and went to evenJ Covent 
Garden performance. I shall always feel indebted to both of them for their generosihj in 
writing compositions for the viola . ... Bowen was always full of exuberance and this 
characteristic permeated his works. He could play most of the instruments of the 
orchestra, and added to all these talents he was a very fine pedagogue. 
The Fantasie Quartet can be seen as having a ternary arch form: a slow introductory A 
section followed by a central B section which is a little faster and then a slow A' section 
which is based on material from the first slow section. The central B section itself is split 
into an ABA' that hints somewhat at sonata form. The piece is full of chromatic har-
monies which are an obvious homage to Wagner (with an English twist); the exuberance 
that Tertis mentioned is also defuiitely contained in this piece, especially in the middle 
section. 
j STEPHEN PAULUS: Exotic Etudes for viola and piano quartet 
Stephen Paulus was born at Summit, NJ on 24 August 1949. Exotic Etudes, scored for solo viola 
and piano quartet, was premiered on March 12, 2000 at the Tucson Chamber Music Festival with 
Cy111. ia Phelps as the featured soloist with a piano quartet consisting of Elissa Lee Koljonen, vio-
li: ole Divall, viola, Peter Rejto, cello and Rick Rowley, piano. The work was a result of the 
An na Friends of Chamber Music Commissioner's Circle Program with a commission sponsored 
by John and Helen Schaefer. Prior to writing the Exotic Etudes Paulus also wrote Seven for the 
Flowers Near the River, scored for viola and piano, with Phelps as the dedicatee. Stephen Paulus 
has been hailed as " ... a bright, fluent inventor with a ready lyric gift." (The New Yorker) His 
prolific output of more than two hundred works is represented in many genres, including music 
for orchestra, chorus, chamber ensembles, s~lo voice, keybo~rd and ope:a. He has been commis-
sioned to write works for some of the world s great solo artists, mcludmg Thomas Hampson, 
Hdkan Hagegdrd, Doc Severinsen, William Preucil, Cynthia Phelps, Evelyn Lear, Leo Kottke and 
Robert McDuffie. Chamber music commissions have resulted in works for The Chamber Music 
Society of Lincoln Center, Friends of Music at the Supreme Court, the Cleveland Quartet and 
Arizona Friends of Chamber Music. He has been a featured guest composer at the festivals of 
Aspen, Santa Fe, Tanglewood, and, in the U.K., the Aldeburgh and Edinburgh Festivals . 
In a review of Stephen Paulus' opera The Veil of Illusion, Bret Johnson spoke of how 
Paulus' music succeeds because it insists on a close rapport between the composer and 
performer and therefore appeals to the audience as well: 
During the lecture after the performance the composer spoke of the ever-closer relation 
ship developing between composer and performers, which inevitably leads, he believes, to 
a more direct rapport between composer and audiences.... Paulus is in the vanguard of 
this movement in the USA, a composer who writes music abundantly, which is played 
all over his country and which is accepted as music within an expanding tradition, ·~~ 
rather than in a state of permanent upheaval and revolution. He is a member of a ~) 
platform of blossoming American talents [who] write music in a manner true to 
themselves. And it works. 
These pieces were written as studies for the composer, although the idiomatic writing 
reveals the fact that Paulus had the performers in mind while writing as well. Each 
movement evokes a certain mood, and the choice of musical texture and pitch relations 
helps define the mood. The first movement, Energetic, features short motivic gestures, 
sharp articulations, stepwise chromatic motion and tonal ambiguity that keeps the listen-
er on edge: what is the tonal center? Two keys are implied at the beginning by the two 
violists: C major and A minor. Although there are points within the movement where 
this tension is somewhat relieved, there is a constant presence of some sort of dissonance 
that really is not resolved until the end of the movement, when all of the players state one 
note, A, which finally resolves the question stated at the beg:inping of the movement and 
dissipates the energy that has pervaded th'e movement thus far. 
The second movement, Dark and Austere, starts with the solo viola in the lower regis-
tered accompanied by the cello playing pizzicato an octave below, creating a stark mood 
and evoking a sound world reminiscent of Shostakovich. The movement starts in G 
minor and as each voice enters the music builds up to a climactic sad lament. The stark 
opening theme then returns, this time with an added lower octave in the left hand of the 
piano and a semitone lower than the opening, creating a sense that we have sunk even 
deeper into the darkness. Then hope arises as the piano plays a G major sonority and the 
strings rise out of the darkness. A tinge of sadness is found near the end as the piano 
states an A against the G major sonority, but the mood is still one of relief. 
The piano creates the texture from the outset the third movement, Shimmering. 
Above the sheen of alternating fourths the solo viola enters with a soft melody riding , 
atop the piano. The rest of the voices enter in response to a sweeping upward gestu 
the solo viola and gradually work to redefine the texture in the piano. They succeed, 1d 
we then transition to a middle section which is marked secco (dry) in the piano and is 
characterized by heavier gestures in the strings, a contrast to the shimmering texture of 
the opening. The accompanying strings then enter into a dialogue with the solo viola; it 
is as if the solo viola is somewhat perturbed that the texture of the beginning has been 
taken away and wants it to return. The argument is resolved in the next section where 
the strings take up the sixteenth note texture although the prevailing intervalic relation-
ship is that of a third instead of a fourth. The solo viola sings a new melody atop this 
texture bringing us to the next section of the movement where the violin and viola state 
the sixteenth note texture in fourths. The rest of the voices state new thematic material 
over this texture, and at the end of the movement a soft sustained chord gives us a final 
variation of how the composer can evoke a shimmering texture. 
Paulus is well known for his vocal works, and the fourth movement, Melodious, is a tes-
tament to his strengths in this area. This movement is definitely the most tonal of the 
piece and begins in an Ab major sonority. The solo viola states a simple plaintive melody 
over an arpeggiated bass line in the piano and then the rest of the strings join in to aug-
ment the texture. As the movement progresses we move through a variety of keys gradu-
ally building up tension until we reach the final key area, Db major. In retrospect we find 
that the movement started on the dominant and the driving force that pulled us through 
the. ovement was a gradual journey towards this home key. 
The tmal movement, Vibrant, brings the entire piece together by tying up some loose 
ends, especially the question of the tonality of the piece. Motivically it recalls materials 
from previous movements and treats them in this new mood. Mixed meters abound 
which helps keep both performers and listeners on the edge of their seats. More so than 
in any of the other movements there is a constant dialogue between the solo viola and the 
piano quartet. This movement can be divided into three sections clearly delineated by 
activity in the piano. The first section is very contrapuntal with all voices participating in 
a dialogue. The beginning of the second section of the piece is characterized by the piano 
constantly playing on beats one and two while the solo viola and strings participate in a 
dialogue. The piano briefly joins in on the conversation but then returns to stating 
chords. The final section occurs when the piano plays repeated As, driving home the fact 
that the piece is in some sort of A tonality. As the piece drives to its conclusion A major is 
implied, and finally at the end the ensemble states a loud A major chord. 
-program notes by Daniel Dona 
MICHELLE LaCOURSE viola 
Michelle LaCourse, violist, is an Associate Professor of Music and Chair of the String 
Department of Boston University's School of Music. She has appeared as soloist and 
chamber musician throughout the United States and Europe, including recent recital 
performances in Rome and Madrid. Her playing has been described by critics in such 
terms as "a miraculous blend of intense passion and artistic elegance" and "has a mastery 
of the instrument like a sixth sense, and with it reveals to us the most profound secrets." 
An enthusiastic advocate for new viola repertoire, she has also commissioned and 
premiered several new pieces for the instrument. Professor LaCourse was formerly a 
member of the Lehigh Quartet, the Delphic String Trio and the Aeolian Trio, and has 
performed at numerous festivals such as Aspen, Eastern, Interlochen, Skaneateles, 
Musicorda, the International Winter Festival of Campos do Jordao, Brazil, and the 
Heifetz Institute, and at some of the world's leading concert venues, such as Vienna's 
Musikverein, Berlin's Kammermusiksaal and Washington's Kennedy Center. As an 
orchestral musician, she has performed with the Baltimore Symphony, and was formerly 
principal violist of the Chamber Orchestra of Grenoble France. She holds degrees from 
the Peabody Conservatory of Music, where she studied with, and was for many year~ 
teaching assistant to renowned pedagogue Karen Tuttle. She has given master classe, ~ 
music schools across the United States, and during the summer she teaches and performs 
at the annual Karen Tuttle Viola Workshops, BU's Tanglewood Institute, and the 
International Chamber Music Course and Festival of Positano, Italy. 
AYAKO YODA piano 
Ayako Yoda, pianist, began playing the piano at the age of nine in her native Japan. She 
earned a Bachelor of Music degree in Composition from the Kunitachi College of Music, 
where she studied with Thomas Meyer-Fiebigh and Koichi Uzaki, and a Master of Music 
degree in Piano Performance from the New England Conservatory under the tutelage of 
Jacob Maxin. She also holds an Artist Diploma from the Boston University School of 
Music where she studied with Anthony di Bonaventura and Shiela Kibbe. Ms. Yoda has 
performed extensively in the US, Japan, and Europe as soloist, collaborative artist, and 
chamber musician, appearing with many BSO principal players as well as highly lauded 
professional musicians across the country. A competition prizewinner in both piano and 
composition, she has also appeared at numerous festivals, including the Triada Festival in 
Vermont, BU's Tanglewood Institute, and Stanford Summer Orchestra (as concerto 
soloist). She has recently been invited to perform in concert series' by the Consulate 
General of Japan in Boston and by the Steinway Society of Massachusetts. 
TERA GORSETT violin 
Tera Gorsett, violinist, is in high demand as a freelancer in the greater Boston area. She 
performs with numerous groups such as the Boston Philharmonic, the Springfield 
Symphony, the Rhode Island Philharmonic, Boston Lyric Opera, the Boston Pops 
Esplanade Orchestra and the Boston Landmarks Orchestra. She is also a founding mem-
ber of the Arneis Ensemble, which has been chosen for a residency at the Banff Cer' or 
the Arts this summer, as well as participation in the Juilliard Quartet Seminar. Duri. 
recent summers, Ms. Gorsett was awarded fellowships to attend the Tanglewood Music 
Center and also The International Festival Institute at Round Top, Texas. She holds both 
the Bachelor of Music and Master of Music degrees in Violin Performance from Boston 
University where she studied with Bayla Keyes. 
ROSE DRUCKER violin 
Rose Drucker, violinist, performs regularly with the Orchestra of Emmanuel and the 
Boston Philharmonic, where she currently serves as principal second violin. Recent 
chamber music engagements have included concerts and outreach with Winsor Music, 
Sarasa Ensemble and Emmanuel Music's Community Connections program. A native of 
Tucson, Arizona, Ms. Drucker holds the Bachelor of Music degree from the University of 
Arizona, and earned the Master of Music degree at Boston University as a student of 
Peter Zazofsky. She has performed throughout Europe and South America on tours with 
the Festival Ensemble of Stuttgart and the Youth Orchestra of the Americas, and has 
performed with the New World Symphony and participated in the National Orchestral 
Institute and Round Top Festival as well as the Lydian String Quartet workshop at 
Brandeis. 
Q" JIEL DONA viola 
Daniel Dofia, violist, currently teaches on the faculties of the Dana Hall School of Music 
and the Wellesley Extension Program. He performs as assistant principal violist of the 
New Bedford Symphony Orchestra and plays with the Boston Philharmonic Orchestra 
and Atlantic Symphony Orchestra. He has also served as Principal Violist of the 
PORTOpera orchestra in Maine and as section violist in the Oklahoma City Philharmonic. 
He has attended the ENCORE School for Strings, Heifetz International Music Institute, 
Musicorda Festival, New Hampshire Music Festival and the Chautauqua Institute. Mr. 
Dofia received the BA in Philosophy from the University of Chicago, where he was 
awarded the David Fulton Award (the University's highest award for performing 
musicians). He received the Master of Music degree in Viola from the University of 
Oklahoma where he studied with Matthew Dane and Felicia Moye, and the Performance 
Diploma from Boston University, where he is currently a DMA candidate, studying viola 
with Steve Ansell and Michelle LaCourse. 
MARK BRIDGES cello 
Mark Bridges, cellist, received the Bachelor of Music degree in Cello Performance from 
Boston University's School of Music in 2006, where he studied with David Soyer and 
Leslie Parnas. In high demand as a freelance performer throughout the greater Boston 
area, he has also concertized throughout North America and France, and in Canada he 
has been featured on CBC radio with his piano trio. Mr. Bridges is an avid chamber musi-
cian, and has studied chamber music repertoire with members of the Muir, Miami, and 
Guarneri string quartets. His recent appearances include a performance of the Brahms 
and Mozart clarinet quintets with Peter Zazofsky in which he was called to take the place 
of international soloist, Yehuda Hanani. Mark will be attending graduate school at the 
Eastman School of Music in the fall, as a cello student of Steven Doane. 
JOO-YEON LEE viola 
Joo-yeon Lee, violist, is a native of Seoul, Korea. She began her viola studies at age 10 
with JnSik Song, and studied music at the Yewon Arts School and the Seoul Arts High 
School, winning several prizes in the Music Journal Competition and the Sae-gae 
Newspaper Competition. Ms Lee received the Bachelor of Music degree at Hanyang 
University in Korea, studying with ChanJu Wie, as a recipient of the Baeknam 
Scholarship. She came to the US to study with Jeffrey Irvine at the Cleveland Institute of 
Music, where she earned the Master of Music degree and the Performance Diploma. She 
is currently a DMA candidate at Boston University, studying viola with Michelle 
LaCourse. She has participated in several summer festivals, including the Korean 
Chamber Ensemble Festival, the International Music Festival in Vienna, ENCORE School 
for Strings, and the Aspen Music Festival. 
PETER CAMA-LEKX viola 
Peter Cama-Lekx, violist, is currently completing a Performance Diploma at Boston 
University where he is studying viola with Michelle LaCourse. He holds a Master of 
Music degree from Pennsylvania State University where he studied with Timothy . 
Deighton, and an Honours Bachelor of Music and Chamber Music Diploma from Wilfrid 
Laurier University where his teachers were Christine Vlajk and Dov Scheindlin. Mr. 
Cama-Lekx is an active performer in small chamber ensembles and orchestras throughout 
New England, including the Cape Cod Symphony and the Amaryllis Ensemble. He also 
performs regularly on baroque violin and viola as well as medieval strings. He is a mem-
ber of the renaissance ensemble Music for a while, and has performed with the early music 
ensembles Cambridge Concentus and Heliotrope Consort. His numerous summer festival 
appearances include the International Baroque Institute at Longy, the Amherst Early 
Music Festival, the Banff Centre for the Arts, Domaine Forget, and Quartetfest in Ontario. 
Boston University School of Music 
UPCOMING EVENTS AND PERFORMANCES 
April 17th-20th 
Wednesday, April 23rd, 8pm 
Thursday, April 24th, pm 
Tuesday, April 29th, 8pm 
Wednesday, April 30th, 8pm 
Opera Mainstage 
GIOACHINO ROSSINI Il Barbiere di Siviglia 
Cesare Sterbini Libretto 
Allison Voth Supertitles 
William Lumpkin conductor 
Sharon Daniels stage director 
Boston UniversihJ Theatre 
A Celebration of Johannes Brahms 
Featuring student performances 
of Piano and Chamber Works for Piano 
Tsai Performance Center 
Boston University Wind Ensemble 
DAVID MARTINS conductor 
ELLERBY Paris Sketches 
FRANCAIX Sept danses d'apres le ballet 
"Les malheurs de Sophie" 
GILLINGHAM Apocalyptic Dreams 
GORB Yiddish Dances 
Tsai Performance Center 
Boston University Symphony Orchestra 
DAVID HOOSE conductor 
Featuring winners of the Boston University Soloists Competition 
BRIAN BUCH composer 
Symphony No.1: Tombs of Sandici 
SARAH GARDNER bassoon 
WOLFGANG AMADE MOZART Bassoon Concerto K 191 
CHAERIN KIM harp 
ALBERTO GINESTERA Harp Concerto, Op. 25 
ARI STREISFELD violin 
ALBAN BERG Violin Concerto 
Tsai Performance Center 
Alea III Celebrating Gunther Schuller, 
a great master, with an evening exclusively 
devoted to his music 
GUNTHER SCHULLER conductor 
BAYLA KEYES violin 
Tickets: $20.00, or $5.00 for senior citizens 
or students with a Valid ID, free for BU 
Students and children under 12 
Tsai Performance Center 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
Boston University Theatre, 264 Huntington Avenue 
Creating a Future for the Arts - An Initiative for the 21st Century 
Creating a Future for the Arts is an initiative that will recognize the artistry of the students and fac-
ulty of the College of Fine Arts by transforming the learning and teaching environment into a 21st-
century facility that suitably showcases their talents. We are grateful to the donors who have com-
mitted their support to this project. 
$1,000,000 and above 
Anonymous 
Aram and Jasmine Chobanian 
Read and Andrea McCaffrey 
Ms. Judith R. Harris 
100,000 to $999,999 
$50,000 to $99,999 
1675 Foundation 
Aram and Jasmine Chobanian 
David and Lisa Rich 
The Estate of Faye G. Stone, Esq. 
J. David Copeland and Friends 
Darrel and Pamela Griffin 
SungEun Han-Andersen 
FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual contribu-
tions, believe in the importance of supporting gifted student musicians through their educational 
activities, events, programs, and performances. We invite you to join the Friends of the School of 
Music at the College of Fine Arts and help support the talented young artists of Boston 
University. 
$50,000 and above 
Surdna Foundation 
$10,000 to $49,999 
Ors. John A. and Harriet S. Carey 
Mr. and Mrs. Saul B. Cohen 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Oovelly Charitable Trust 
Ann and Gordon Getty Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony Association 
Mr. and Mrs. William H. Trayes 
The Ushers & Programmers Fund 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Mr. and Mrs. Richard Grausman 
Dr. Richard W. Ekdahl 
Mr. David L. Feigenbaum and 
Ms. Maureen!. Meister 
Mr. Leon Earl Fernandez 
Mr. Blake W. Hinson 
Professor Phyllis Elhady Hoffman 
Mr. Dmitri Ilyin 
Mrs. Ellen B. Kazis-Walker 
Mr. and Mrs. Dean Kehler 
Mr. John E. Loveless 
McFadden Family Foundation 
Ms. Andrea Okamura 
Mr. Kenneth D. Rudnick 
Dr. John Silber 
Mr. Charles A. Stakely 
Ms. Helen J. Steineker 
Ms. Courtenay Brandreth Symonds 
Avedis Zildjian Company 
Larry G. and Ann Howard Jones $500 to $999 
Robert E. Krivi Dr. Apostolos A. Aliapoulios 
Marshalltown Development Foundation Ms. Elizabeth H. Bower 
The Presser Foundation Mr. and Mrs. Salvatore Cania 
Renaissance Musical Arts, Ltd. Mr. Roger C. Davidson 
$1,000 to $2,499 
The ASCAP Foundation 
Kirn and Mary Lou Bradley 
Ms. Sandra L. Brown 
Richard D. Carmel Charitable 
Remainder Trust 
Frank A. D' Accone, Ph.D. 
Mrs. Margaret May Darnen 
Mrs. Ann B. Dickson 
Mr. William E. Earle 
Dr. Edna L. Davis 
Ms. Deborah K. Delano 
Dr. Michelle Goodwyn, LLC 
Colonel Capers A. Holmes, USAF(Ret.) 
Ms. Lindsey V. Humes 
Dr. Jimmie L. Jackson 
Mrs. Marian H. Kent 
Mr. and Mrs. Robert J. Maganuco 
Ms. Joy L. Mcintyre 
John S. Minkowski, M. D. 
Professor Joel Sheveloff 
Mr. Douglas Edward Stumberger 
Mrs. Nancy L. Trentini 
$250 to $499 
Mr. Samuel H . Adler 
Professor Martin Amlin 
Anonymous 
Dr. Fred A. Bronstein 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mr. Wesley Harris Citron 
Mr. Donald R. Clauser 
Congregation Rodeph Sholom 
Lisa and Michael Coran 
Mr. Norman Elia 
Mrs. Carolyn B. Fowles 
Cantor Rebecca Garfein 
and Mike Gellman 
John Tobias Hecht, Esq. 
Ms. Julia A. Hennig 
Mrs. Colleen Smith Katsuki 
Mrs. Theodore Kwan 
Mr. And Mrs. James L. Loeb 
Mr. William S. McMillan 
Mr. Barrie Mosher 
Mrs. Oaudia E. Nirnar 
Mr. Craig Franklin Schreiber 
Mr. Bernard G. Schwartz 
Ms. Patricia R. Slotnick 
Mr. and Mrs. Mose W. Stuart Ill 
Mr. and Mrs. Manuel C. Weinberg 
Mrs. Eileen Yeater 
Mr. and Mrs. Robert A. Youmans 
This list represents donors who have generously supported our programs for the past twelve months, as c ary 
19, 2008. Due to program deadlines, some donor names may be absent from this list. We thank you for Y'' der-
standing. For more information on how you can support the Boston University College of Fine Arts and Scfiool of . 
Music, please contact Chris Santos, Director of Development and Alumni Relations, Boston University College of Fine 
Arts, 855 Commonwealth Avenue, Boston, MA 02215, at 617-353-2048 or ccsantos@bu.edu. 
-BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
sTRJNGS 
Steven Ansell viola* 
Edwin Barker double bass• 
Cathy Basrak viola 
Bonnie Black pedagogtf 
Lynn Chang violin 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Marc Johnson cello 
Bayla Keyes violin* 
Michelle LaCourse viola* 
Lucia Lin violin* 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin* 
Jkuko Mizuno violin 
John Muratore guitar 
George Neikrug cello++ 
James Orleans double bass 
LesH arnas cello 
A: son Pilot harp 
Ba,. Poeschl-Edrich 
harp 
Daniel Katzen horn 
Renee Krimsier flute 
Don Lucas trombone• 
Richard Menaul horn 
Craig Nordstrom clarinet 
Elizabeth Ostling flute 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Ma !thew Ruggiero bassoon 
Eric Ruske horn• 
Robert Sheena English ham 
Ethan Sloane clarinet• 
Samuel Solomon 
percussion 
James Sommerville horn 
Linda Toote flute 
Lee Vinson percus~ion 
PIANO 
Jonathan Bass• 
Maria Spacagna 
Stephen Steiner 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison 
cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell lute 
Martin Pearlman Baroque 
ensembles• 
Robinson Pyle 
natural trumpet 
Marc Schachman 
Baroque oboe 
Jane Starkman 
Baroque violin, viola 
Daniel Stepner 
Baroque violin 
Peter Sykes harpsichord* 
MUSIC EDUCATION 
Richard Bunbury• 
Bernadette Colley• 
Andre de Quadros• 
Joy Douglass 
David Hebert• 
Patrick Jones• 
Warren Levenson 
William McManus• 
James Merenda 
Sandra Nicolucci* 
Anthony Palmer 
William Pappazisis 
Evan Sanders 
Steven Scott 
John Wallace• 
CONDUCTING 
David Hoose• 
Ann Howard Jones• 
David Martins 
Michael Reynolds cello* 
Rhonda Rider cello 
Todd Seeber double bass 
Roman Totenberg violin++ 
Michael Zaretsky viola 
Peter Zazofsky violin* 
Anthony di Bonaventura• 
Maria Clodes-Jaguaribe* 
Linda Jiorle-Nagy 
Randall Hodgkinson 
Victor Rosenbaum MUSICOLOGY 
Victor Coelho* 
COLLABORATIVE PIANO Paul Harris* 
OPERA INSTITUTE 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels* 
Frank Kelley 
Ruth Benson Levin 
William Lumpkin* 
Adam McLean 
WOODWINDS, BRASS, 
and PERCUSSION 
Laura Ahlbeck oboe 
Ken Amis h1ba 
Jennifer Bill saxophone 
Peter Chapman trumpet 
Geralyn Coticone flute 
Doriot Dwyer flute 
Terry Everson trumpet• 
John Ferrillo oboe 
Richard Flanagan 
percussion 
Joseph Foley trumpet 
Timothy Genis percussion 
Ian Greitzer clarinet 
Ronald Haroutounian 
bassoon 
John Heiss flute 
Gregg Henegar bassoon 
Shiela Kibbe* 
Robert Merfeld 
ORGAN 
Nancy Graner! 
Peter Sykes• 
VOICE 
Michelle Alexander 
Sarah Arneson• 
Michael Beattie 
Penelope Bitzas• 
Sharon Daniels* 
J arnes Demler* 
Gary Durham 
Simon Estes• 
Kyle Ferrill 
Jodi Goble 
Phyllis Hoffman• 
Frank Kelley 
Susan Orrnont 
Jerrold Pope• 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Jen, Director, School of Visual Arts 
Patr itro, Assistant Dean, Enrollment Services 
Mai_ uiers, Executive Operations Officer• 
Tracy ider, Director of Admissions and Student Affairs* 
Anthony Enslow, Executive Assistant• 
Chris Santos, Director of Development and Alumni Relations 
•-indicates employee of the School of Music* 
Brita Heimarck* 
Marilyn McCoy 
Thomas Peattie* 
Joshua Rifkin* 
Andrew Shenton• 
Joel Sheveloff* 
Jeremy Yudkin* 
COMPOSITION 
AND THEORY 
Martin Amlin* 
Theodore Antoniou• 
Deborah Burton• 
Richard Cornell* 
Joshua Fineberg• 
Lukas Foss 
Samuel Headrick* 
David Kopp• 
Rodney Lister• 
Ketty Nez• 
Matthew Schullman 
John Wallace• 
Steven Weigt• 
Jim Petosa 
Betsy Polatin 
Christien Polos 
Jeffrey Stevens 
Nathan Troup 
Allison Voth* 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick 
Jodi Goble 
Phillip Oliver 
David Richardson 
Lorena Tecu 
Noriko Yasuda 
*Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
SCHOOL OF MUSIC 
PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Performance 
Diane McLean, Stage Manager 
Martin Snow, Keyboard Technician and Restoration 
Roberto Toledo, Head Recording Engineer 
Chris Wilson, Recording Engineer 
Eric Roberson, Scheduling and Programs Coordinator 
Kris Sessa, Librarian 
BOSTON 
UNIVERSITY 
COLLEGE of 
Fine Arts 
855 Commonwealth Avenue, Boston, MA 02215 
617.353.3350, www.bu.edu/cfa 
